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This paper will first discuss the reasons why
people invent systems of movement notation and
some of the problems they may encounter in so
doing. A review of a few notation systems from
the past will illustrate ways in which these prob-
lems have been tackled. Second, some detail will be
given of a notation system which describes move·
ment not only in terms of what is done but also
how it is done.
Many people other than physiotherapist& are
interested in human movement and many people
other than physiotherapists have considered how
movement-which occurs in three dimensional space
as well as in time-can be recorded on two
dimensional paper. (Knust, 1958a.) The subject is
new to us in physiotherapy but there are still in
existence samples of dance notation dating from
the fifteenth century. (Hutchinson, 1970.) The
invention of many notation systems suggests that
words have heen found inadequate to describe
movement accurately, and the more complex or
unusual a movement, the less adequate and accurate
become the words. The neurologist Charcot tried
to convey an impression of choreic movements in
the following words: "The arms simulate the
movements of a tambour player, the girl stamps
On the floor at regular intervals, as if heating time;
at the same time the head turns rapidly from right
to left." (Stepanov, 1958.) Unsatisfied with his
words, Charcot commented that to describe motion
of that nature one would need to be a ballet
master.
When movement is notated it is not ()nly repreM
sented in a permanent form, but the written record
can be studied or analysed at leisure. Cinema M
tography may seem to he the ideal way to record
movement but a film can only store a visual im M
pression; it does not by itself provide any additional
information. (Milani Comparetti and Gidoni, 1968.)
Modern science has given medical workers elaborate
equipment for both recording and analysing, but this
equipment, doubtless of use in research (see, for
example, Holt, 1963, Murray, 1972, Morgan, Hewer
and Cooper, 1972, Nickel, 1972, Sutherland and
Hagy, 1972), is expensive, difficult to transport and
space consuming, therefore it is unlikely to replace
the humble pencil and paper in our everyday work.
The earliest notations were designed to record
the aristocratic dances of the peri{)d. It was not a
dancer but a canon of the church who lamented
in the sixteenth century that contemporary society
had no knowledge of ancient dances, and this cleric
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devised a system to preserve the dances of his time
for future generations. (Arheau, 1967.) Recording
of aesthetic, functional or pathological physical
activity has been the aim of many notators working
with different systems. (Stepanov, 1958, Laban and
Lawrence, 194,7, Eshkol and Waehmann, 1958,
Knust, 1958b, Benesh and Benesh, 1969.) Once
movement has been adequately represented by a
symbol on paper it can be reproduced without the
variation and flaws which may he caused by faulty
human memory; the information can be accurately
and cheaply transmitted elsewhere and thus nota8
tiQn becomes, as well as a record, a means of
communicwtion. (Kurath, 1960, Hutchinson, 1970,
Hickling and Maitland, 1970.) In the dance world
this recording makes possible the establishment of
a dance literature and provides the choreographer
with a means for preserving his creation. In
additJon, an objective language allows the develop-
ment of a theory of composition and a standard
for comparison between movement styles. (Stepanov,
1958, Kurath, 1959, 1960, Eshkol and Wachmann,
1958, Hutchinson, 1970, Benesh and Benesh, 1969.)
Symbols can he more economical than words for
writing movement (Maitland, 1970) and they not
only save time and space but can represent in
simple form a relatively complicated position.
(Berges and Lezine, 1965~) In addition to these
advantages the combination of analysis and un-
ambiguous communication has been recognised as
a method of instruction in certain skills. (Laban
and Lawrence, 1947, Hickling and Maitland, 1970.)
Selecting one symbol to represent a specific event
demands that the thinker first define before symbol-
izing his thought. That is, before deciding on a set
of symbols to describe movement it is necessary
to make some analysis of what is being described.
The basis of this analysis will depend to some extent
on the notator's own experience and knowledge Q£
movement. He is unlikely to allow for possibilities
of which he is unaware. If a notation is designed
to record one particular style of movement it will
be found inadequate when applied to other styles-
this happened in the past when notations which
were suitable for the dances of one century could
not be adapted to developments in dance technique.
(Hutchinson, 1957.)
People have tackled the problem of symbolising
movement in various ways and certain approaches
have re-appeared in slightly different forms over
the centuries. Hutchinson has classed notation
systems into groups which use: word abbreviations;
music notes; track drawings; stick figures or
abstract symbols. (Hutchinson, 1970.)
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In the earliest systems the "notation" was simply
the name of a dance step, or an abbreviation of
the name. This assumed the reader knew how to
perform the steps because no detail was given only
a letter such as "R" for "reverence". As' more
steps were introduced their full names, for example
"saut moyen" or "greve gauche" were written do~
beside the music hut there was still no description
of how to perform the step. However the idea of
showing timing had been introduced. (Arbeau,
1967.) Needless to say the method was of nQ use
to someone who knew neither the language nor
th~ way the steps were to be danced. Many com-
plIcated movements cannot be described by a com-
pact, "portmanteau" word, so are beyond the scope
of this kind of notation.
In spite of these limitations, word abbreviations
are commonly used to record movement in physio-
therapy departments. We may write down that a
treatment included "stabilisation in kn.st." and take
for granted that the next physiotherapist to treat
this patient will know what hoth 4'stahilisation"
and "kn.st." are. Or we may know that a knee
gained 10 degrees more flexion after "H..RH • This
also assumes that a relieving therapist speaks the
same jargon, realises that H-R means Hold-Relax
and in addition knows how to perform the tech:
nique. Many therapists have discovered that the
method is useful, hut not infallible.
Some notators thought that the problem of show-
ing timing could be solved by using music notes.
A sy.st~m of this sort was devised last century by
Vladlllllr Stepanov, a dancer at the Imperial
Theatres of St. Petersburg. His Alphabet oj Mave-
ments of the Human Body was used principally in
theatrical work. It was taught in the Imperial
Ballet School and used to record some of the
classical ballets but Stepanov was also interested
in the notation of pathological movements. (Step-
anov, 1958.) Another dancer of the Imperial
Theatres, Vaslav Nijinsky, also used music notes in
a system which in some respects resembled that of
Stepanov. (Woody, 1959b.)
Music note notation does not totally solve the
difficulty of showinp; timing because one cannot
tell if the movement is held for the indicated
number of beats, or whether it takes place through..
out those beats. (Hutchinson, 1957.) Another short-
coming is that there are many more movements
possible than can be shown by music notes. (Sorell
1967.) ,
Track drawing, that is, a recording of the path
traced on the floor, was an important part of the
system devised by the French dancer Pierre Beau~
champs and further developed by Raoul Feuillet
and Louis pecour. The path served as a staff line
on either side of which the movements of the feet
were shown. The system was used in England,
France, Germany, Italy and Spain during most of
the eighteenth century. (Hutchinson, 1970.)
Attempts were made to improve the system so that
it could keep pace with dance which was heooming
much more complicated, but in time this system
and all its variants fell into disuse. (Woody, 1959a.)
. The idea ~f recordin& a floor plan is used today
In non~theatrloal profeSSIons. For example the police
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in South Australia use the method to reoord motor
cycle display sequences.. (Lockwood, 1973.)
Another type of floor plan teaches the reader
specific foot placement by drawing footprints in the
appropriate positions. This is common practice in
ballroom dancing (Hutchinson, 1957) and is an-
other recording method used by the police to ensure
that those engaged in precision work fully under-
stand a routine. (Lockwood, 1973.)
Physiotherapists have used both line& on the
floor and footprints-not as a recording device but
as a t~aching aid or, if you prefer, a visual stimulus.
The lInes help a patient with Parkinson's disease to
progress forward and hoth footprints and lines are
used in Fraenkel's exercises.
A stick-figure notation was invented during the
nineteenth century by a Frenchman Arthur Saint
L~on, and Alb~rt Zorn, a Ge.rman, fu;ther developed
~llls system whIch was used In textbooks on dancing
In Europe and the United States. (Hutchinson
1970.) In the 1950s Letitia Jay, an American ethni~
dat:cer, advertised another stick-figure notation
whIch used word abbreviations for added informa-
tion. (Sorell, 1967.) It might be said that the
Benesh system of choreology belongs in this
category because the initial understanding of the
system is gained by imagining an outline of the
human figure. (Benesh and Benesh, 1969.) The
overall approach of the Beneshes is more sophisti-
cated than any simple attempt to describe movement
by drawing stick-figures in various postures.
Di~advanta~es o~ stic~ figures are: difficulty in
showIng a thIrd dImensIon; confusion about which
is ~h.e right and left side of the body; a simple
PDsItion may he shown but movement must he
indicated by some additional means, and timing
oannot he Incorporated into the figure itself and
must he shown some other way. Nevertheless it is
a. useful way of recording simple postures and pro..
vldecl these are kept simple, it is a device which
is unive:sally. unders~ood. We often send a patient
home wIth hIS exerCIses recorded partly in words
partly illustrated by stick figures. '
. Abstract symbols are used in the notation systems
In\Jented by Margaret Morris, Eugene Loring, Noa
Eshkol and Rudolf Laban.
. Margaret Mo~ris,. a member of the C.S..P. pub-
lIshed her notatlon In 1928. (Morris 1928.) It has
been criticised on the grounds that any new
plohlen: is met by creating a new symbol, so an
ImpractIcal number of symbols comes into being.
(Sorell, 1967.) Miss Morris's interest in movement
has been.described i? her autobiography (Morris,
1969) whIch was revIewed in Physiotherapy, 1971,
(q.v.)
Eugene Loring, an American dancer includes
emotion as an element of movement (Hutchinson
1957) and this consideration has interested som~
dance ethnologists. (Kurath, 1960.)
Noa Eehkol's system takes into aCC9unt the three
dimensions of space as well as the dimension of
time, and is hased on a study of normal human
movement, not any particular dance technique. This
notation is used by Miss Eshkol's dance group in
Israe1. (Eshkol and Wachmann, 1958.)
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FIGURE 2
The three-line, vertical staff represents the body, the
centre line dividing the right and left sides of the
body. Columns on each side of the centre line are
used for the main parts of the body.
FIGURE 1
Direction in coronal, sagittal and diagonal planes is
shown by symbols which pOInt to the direction they
describe. High, middle and low levels in the vertical
plane are indicated by shading the symbol in one of
thl ee ways. (For full details about the use of symbols
and staff~line see Hutchinson, 1970.)
LOw
Body-the part which moves is indicated hy
placement of a symbol in a particular column of
the vertical staff. (Fig. 2.)
LEF I RIG!!!
Structural description gives details of movement
in terms of: Space-direction in sagittal, coronal
and diagonal planes is shown by the shape of the
symbol used. The vertical dimension is indicated
by shading the symbol. (Fig. 1.)
The notation published by Rudolf Laban in 1928
is known as Kinetography Laban in Europe and
Labanotation in the United States.. Like the Eshkol
system it describes movement in three dimensions
of space and also in time, and in addition, it takes
into account qualities of effort. A brief biography
will give some idea of the experience on which
Laban drew when developing his system of writing
movement..
He was hom in Bflatislava in 1879 and as a
young man he experimented with movement with
a studio group for dance production. During these
early years he also studied the movements used
by working people in their daily tasks. He did an
officer's training, then went to Paris where he
studied architecture and painting and while there he
began to develop a form of free dance, in contrast
to hallet. (BarteniefI, 1970a.) He founded his first
dance school in Munich, and other schools, under
the guidance of his pupils, were set up in other
European countries. In 1930 he was appointed
Director of movement of the State theatres in
Berlin. Before this, he had, in 1929, directed a
pageant of crafts and industries in Vienna with
10000 performers. (Ullmann, 1958.) This sort of
productlon with large groups, called movement
choirs became an interest.. Laban wanted to develop
a "communal contemporary non-professional form
of dance that would re-create people threatened by
urban living and industrialized monotonous repeti-
tive wo-rk." (Bartenieff, 1970a.)
His movement notation, on which he had heen
working for some years, was published in 1928.
He had stated earlier that he did not believe a
notation system could be the creation of just one
mind, and in his final version, ideas from Feuillet's
eighteenth century notation as well as suggestions
from his co..workers, Dussia Bereska and Kurt J008S,
were incorporated. (Knust, 1958a.)
In 1939 Laban fled from Nazi controlled Germany
tQ England. There, in the early 1940s he worked
with F. C. Lawrence, an industrialist, and A. P.
Burman, an engineeT and Olympic skater, in study-
ing the actions of men in their work and helping
them use their movement most efficiently and most
appropriately. (Laban and Lawrence, 1947.) Nor
was h3 unaware of the playground as a source of
inspiration in his effort study. (ibid.) Until his
death in 1958 he was involved in the development
of educational dance as part of physical education,
because he believed a child's natural urge to move
should be fostered arid preserved into adult life.
(Laban, 1963.. )
Laban's system of notation shows his recognition
of the fact that movement can be described in
terms of how the body moves in space and also in
terms of rhythm and accent which he called Effort.
To describe movement fully, both aspects must be
taken into account. (North, 1972.) However, not
all students of movement need a full description for
their particular purposes and each worker can
decide to use one, or a combination of any of three
possible methods of analysis. These are: Structural
description, Motif description and Effort..Shape des-
cription. (Hutchinson, 1970..)
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Time-duration of an action is denoted by the
length of the symbol. (Fig. 3.) (Hutchinson, 1970.)
Motif writing makes a general statement about a
movement, indicating its theme without describing
in detail how the action is to he performed. This
development is the work of one of Laban's pupils,
Valerie Preston~Dunlop, wh(}, with other teachers
of educational dance in England, uses motif writing
when individual creation around a theme is the
aim, rather than the perfection of a set movement
sequence. (Preston-Dunlop, 1967, 1969; Laban,
1963; Russell, 1965, 1969; Carroll and Lofthouse,
1969.)
FIGURE 3
The relative length of each movement symbol IndI-
cates its time value. The notation on the right shows
four, equally timed, backwards steps. As these are
taken the arms occupy the same amount of time
moving slowly forward to shoulder level.
The third possibility, EfIortMShape description, is
used for recording movement quality and style; not
SQ much what is done but how it is done. (Davis,
1970.) This may be all-important in conveying the
difference in movement when the same movement
is done by different people. Consider a step forward.
If a ballet dancer steps forward the movement will
have a different quality than that seen if a farm
worker takes a step. If a man steps forward
to attack another in a fight his manner of moving
will differ fr{)ID that seen when a spastic quadri-
plegic takes a step. We could describe these vari~
ations in terms of rotation at the hips, the degree
of flexion or extension at hips, knees and ankles,
the part of the foot which contacts the fl.oor, the
length of the step and the position of the other
leg. But apart from these quantitative differences,
there is a difference in quality between the move-
ments of a ballet dancer, a farmer, a man intent
on murder and a spastic. It has been remarked
that a detailed description in terms of body, space
and time is not always adequate to convey the
required action. A Hungarian dance might look
Scottish if performed hy a Scot, or Spanish if
performed by a Spaniaxd. (Knust, 1960.)
One expects to see different effort quality in
different styles of dance and in the movements of
handicapped people but the quality also varies
among normal people-some are habitually quick
and tense, some are stron~ and direct, others are
sensitive and approach life with a "sustained con-
sideration". (Laban and Lawrence, 1947.) Human
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effort is a mixture of several factors which can be
combined in an infinite variety. These factors are:
Weight or force, control or flow, space, and time.
(ibid.)
The weight factor has lightness or fine touch at
one end of the scale. This may be seen as a
person picks up pieces of broken glass or care-
fully dusts a fragile ornament. At the other end
of the scale is strength or firmness which is needed
for a powerful tennis serve or to push a heavy
object.. Note that although in one sense light is
the opposite to heavy, heaviness is not the equiva-
lent of active strength in effort terms, but is
rather a giving in to gravity. (Dell, 1970.) Control
or flow of movement may be bound, tense, when the
movement is restrained and could be stopped at any
moment. Free, fluent flow is unrestrained, aband~
oned, lacking control. Space may be used in a direct
or in a three-dimensional way. The direct, linear,
aimed movement can be seen as an aboriginal throws
a spear. Indirect, flexible, three-din~ensional move-
ment is characteristic of Polynesian dancing. The
fourth factor is time, and a slow sustained movement
such as a leisurely yawn is the opposite in time to
a quick cervical manipulation.
The full "alphabet" of the effort symbols is
shown in figure 4. All variations of the factors men-
tioned can be indicated by selecting the appropriate
parts of the symbol. Examples can he found in the
right hand column of figure 5.
-v./EIGHi
Llf;lYr
S/l/lC£
FL OW_~ / ~-_
FAG'£'
1//'1£ _
FIGURE 4
Symbols representing exertions dealing with Weight,
Space, Flow and Time. The small diagonal branching
off from the middle of the cross is used as the sign
of effort. (Laban 1947.)
Effort factors are combined in various ways as
different people do different tasks. In the perform-
ance of massage strokes for example, effleurage may
be done as a slow, direct movement with hound
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flow~ or it could be done lightly with flow neither
markedly bound nor free. Kneading is usually slow
and indirect, it may be done lightly or with
strength.
Warren Lamb, a co·worker with Laban in
England, formulated the concept of "Shape" which
describes how the body adapts itself to objects or
to space. One's use of space may be seen as rising
and sinking, widening and narrowing or advancing
and retreating. (Dell, 1970.) Another of Lamb's
observations notes whether movement involves a
part of the body-a gesture, or involves the whole
body-a posture. (Lamb, 1965.)
The combination of Laban's effort analysis and
Lamb's analysis of use of space is referred to in
the ITnited States as EffortRShape (Effort~Shape
Training Program, 1966) and in England Marion
North prefers to call this Movement Study. (NQrth,
1972.)
This analysis of effQrt quality may be used by
itself or combined with detailed description in
whatever proportions are suitable for a particular
field. For example, in the dance world, detailed
description Q£ steps must be used for the accurate
recording of ballets and dance routines in com-
mercial theatre. Sometimes effort description is
added when this information is important in ensur·
ing perfect reproduction of the choreography.
Labanotation is used mostly in the United States
for theatrical work but ballets have been notated in
this script in Europe and Australia also.
The notating of folk dances aims to preserve
them from oblivion~ In Eastern Europe one can
WOl k as a notator for the department concerned
'with seeking out and collecting such dances.
(Preston·Dunlop, 1969.) In 1957 the International
Congress of Dance Notation met in Dresden and
unanimously agreed that the Laban system should
be used to assist folklore research. (Knust, 1958b,
1960.)
In cultural anthropology many notation systems
have been used to record native dances. (Kurath,
1960.) Dr. Gertrude Kurath, co..ordinator of dance
research in Ann Arbor, Michigan, has found
Labanotation valuable for comparative analysis
'when investigating problem~ of accuItw-atiQn, and
she has used both the detailed description and
effort symbols in her work. (Fig. 5.) (Kurath, 1959,
1960.)
Another development in dance ethnology has
been termed choreometrics. This was developed at
Columbia University with the assistance of two
notators who initially used effort-shape coding but
this, it was found, produced too much detail for
the study in question which was not a simple
recording of dance steps but a cross·cultural study.
The detail possible with efIort~shape obscured the
most striking differences in styles. So effort~shape
was adapted to give less detail in these aspects of
movement and additional features such as the most
commonly used parts of the body and the habitual
body posture were added to create a profile which
would point up the essential differences between
the movements of one culture and another. (Lomax,
1968.)
The hope that an objective study of dance would
follow the invention of a dance notation has been
realised. Post-graduate studies in dance are avail·
ahle in some colleges and universities in the United
States. Because a permanent record is required for
a thesis, Labanotation was accepted as a subject
at the Women's College, University of North
Carolina, in 1956 (Moomaw, 1956) and to cite
only this college, by 1967 there had been 50 theses
in dance presented, almost an of these Labanotated.
(Rowe, 1967.)
Researchers of historical dance, a subject which
interests workers on both sides of the Atlantic,
have used Labanotation as a common language into
which to translate old forms of dance notation.
(Arbeau, 1967, Bartenieff, 1956.)
In the United Kingdom, teachers' training col-
leges which include educational dance in the
physical education course use Kinetography Laban
(Curl, 1966) because this is the written equivalent
of the theory of movement on which the course is
based. This type of dance, incidentally, has been
recommended as being of value for handicapped
children of all kinds. (National Survey of Physioal
Education for Handicapped Children, 1969.)
The use of notation in neurological disorders was
briefly inve&ti~ated by Stepanov who confessed to
only limited experience with patients suffering
from chorea and hysteria. (Stepanov, 1958.) Interest
in disordered movement concerns therapists working
with hoth the physically and mentally ill. Some
psychiatrists have thought that non-verbal oom-
munication, j f it could he recorded, would give
more information than anything the patient or his
family might say in words. (Dell, 1965.) Effort·
Shape analysis has provided an objective means to
study, for example, how a patient reacts in his
movements with his family during a therapy session.
(Bartenieff and Davis, 1965.) It has also provided a
basis on which dance therapy has been developed
for psychiatry. (Schmais, 1967, 1971.) Studies have
been done of the interaction of normal children and
teachers in the classroom (Kalish, 1971) and in
England, Marion North applies this method of
analysis and treatment in her work with disturbed
children and adults, and in her assessment of those,
l;Iuch as deaf children, who might be handicapped
by poor language ability if tested by conventional
methods. (North, 1972.)
Irmgard Bartenieff, a physical therapist in the
United States, has added some of Laban's concepts
to traditional application of anatomy and neuro-
physiology. (Bartenieff, 1962, 1970b.) She has recog-
nised that use of the Kabat~Knott diagonal patterns
to stimulate maximal function 'tconfirms Laban's
assertion that diagonal patterns result in 'highest
spatial intensity'''. (Bartenieff, 197Gb.) She con·
siders that one outstanding contribution of Laban's
work to physiotherapy is its value as a means of
training the therapist in accurate observation.
(Bartenieff, 1962, 1970b.) Effort~shape training has
been taught to physical therapy students at Colum·
bia University since 1963. (B.axtenieff and Davis,
1965.)
My own experience using effort analysis and the
direction symbols of Labanotation has suggested
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FIGURE 5
Labanotation used in anthropology to compare move-
ment styles; in this example, used to solve a problem
of acculturation. Detail is given of the step, the
carriage of the torso and the effort typical for each
dance. (From Kurath, 1959.)
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that both could be valuable in our work. I have used
the direction symbols when treating some children
who show signs of ~'minimal cerebral dysfunction"
in which poor body image and pDor spatial aware·
ness are features. Using the large cut out symbols
which were suggested by Hutchinson as an aid to
teaching LabanotatiQD to children (Hutchinson,
1958)~ one can give the child exercises for aware-
ness of the dHferent parts of the body, awareness
of the two sides of the body and experience of the
concepts of forward, sideways and backwards-
the latter two often being poorly understood. The
symbols are placed either side of a line marked
on the floor and simple movements are set out and
then Io'read" by the child. Children have no trouble
understanding the symbols and regard this as a
game. (Fig. 6.)
FIGURE 6
Large cut-out symbols can be used to give children
exerCises in body awareness and duection in space.
This example says: Step forward Right, Step forward
Left, then two jumps backwards with feet together.
It is sometimes hard to pinpoint why a child is
"clumsy" and I have found that if one tries to
analyse a hard-to-define problem in terms of effort
qualities, vagueness vanishes and one can identify
what there is to be remedied. This approach may
he combined with other therapeutic methods~
Clarity of thought is demanded when one repre·
sents movement by a symbol, and this has been
recognised as a benefit of notation which can he
applied to the instruction of students. (Laban,
1947, Bartenieff, 1970b, Hickling and Maitland,
1970.) At the Adelaide school of physiotherapy we
have been discussing the possibility of introducing
effort training before the students begin massage
classes so that they are made aware not only of
the different qualities of normal movement, hut also
their own individual style of moving. It is thought
this would enable them to correct themselves in
faulty handling and pOQr manual techniques by
something other than a trial and error method.
To notate or not to notate? If used in physio-
therapy, notation should not he an unrelated
addition but a time~saving aid, encouraging clear
thinking and removing ambiguities. As such it
could be applied in examination and treatment of
patients and in training students.
The dance world has seen the development of
many notations in past centuries. Most of these
have fallen out of use for various reasons and
anyone anxious to introduce further systems would
do ,veIl to study the past ones so their weaknesses
may be avoided.
Physiotherapy has many divisions-orthopaedic,
manipulative, neurologioal, paediatric. It WQuld
serve to further divide us if a notation were to
spring up in each area. Communication, a henefit
of notation would then be restricted rather than
enhanced. Research workers may find a detailed
notation of value, but most of us do not live in
ivory towers and have to communicate not only
among ourselves hut also with doctors and patients.
The least sophisticated methods may he the best
for general use.
What we do have in common is a need to
observe accurately and to handle well. WO'rkers in
different fields have used Laban's movement analysis
to assist them in both obsenration and handling.
This approach, used in physiotherapy, could give
us a better understanding not only of what our
patients are doing, but also of what we are doing
ourselves.
SUMMARY
A brief survey is given of some movement nota~
tion systems which have been invented in the past
five hundred years.
One method of notation, d~veloped to parallel an
analysis of movement in terms of body, space and
time as vieD as quality of effort, is outlined.
Possibilities are suggested for the application of
some aspects of this method in physiotherapy.
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